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	 Togitatsu no utare	（The	revenge	on	Togitatsu）	is	one	of	 the	 few	kabuki	
comedies	and	it	was	originally	written	by	Kimura	Kinka	as	a	short	story	based	
on	an	old	kabuki	drama,	Katakiuchi Takasago no matsu,	and	published	 in	the	
magazine	Kabuki	 in	1925.	 	The	story	was	adapted	by	Hirata	Kenzaburō	 into	
a	one-act,	 three-scene	drama	and	was	also	 first	performed	at	 the	end	of	 the	
same	year	 in	 the	Kabuki-za	Theatre.	 	The	title	role	was	played	by	Ichikawa	
Ennosuke	II,	who	actively	 learned	Western	theatre	overseas	and	contributed	
to	productions	of	newly	written	kabuki	and	revival	performances	of	 classic	
programmes	of	kabuki.	 	Togitatsu	got	a	 revised	and	enlarged	version,	 as	a	
five-act,	 seven-scene	 drama	 under	 the	 same	 title	 and	 two	 extra	 one-act	
comedies,	Keiko-chu no	Togitatsu	（Togitatsu	practising	Kendō）	and Koi no 
Togitatsu （Togitatsu	 the	playboy）	at	 the	very	beginning	of	 the	Shōwa	era,	
all	of	which	written	responding	to	the	popularity	of	 the	original	Togitatsu	by	
Kimura	Kinka	and	Hirata	Kenzaburō.
	 When	 the	author	refers	 to	 ‘the	original	kabuki	version	（drama）’	or	 ‘the	
original Togitatsu	（by	Kimura）’,	 it	always	refers	 to	 the	 five-act,	 seven-scene	
drama:
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and	character	 to	create	his	own	version	of	Togitatsu.	 	 It	was	the	first	Noda	
kabuki	play	and	was	launched	in	2001	in	the	Kabuki-za	Theatre.		All	the	four	
Noda	kabuki	plays	including	the	recent	Noda	kabuki	version	of	Sakura no mori 
no mankai no shita	（Under	the	cherry	blossoms	in	full	bloom）	are	co-operative	
works	 inspired	by	Nakamura	Kankurō	V	（Nakamura	Kanzaburō	XVIII）	to	
produce	a	new	genre	of	kabuki	 intended	 for	 contemporary	audiences,	 and	
Kanzaburō	XVIII	played	 the	 three	 title	 roles,	Togitatsu,	Nezumi-kozō	and	
Aida-hime.	 	Although	Kanzaburō	XVIII	passed	away	 in	2012,	his	 two	sons	
succeeded	 to	 the	 co-operative	work	with	Noda	and	appeared	 in	 the	Noda	
kabuki	version	of	Sakura no mori no mankai no shita	in	2017.	
















2.  The Noda Version of Togitatsu no Utare
	 This	 is	 the	most	 renowned	version	 of	Togitatsu	 today	because	 of	 the	
popularity	of	Kanzaburō	XVIII,	Noda	Hideki	and	 their	 collaboration.	 	While	
Kanzaburō	XVIII	was	highly	acclaimed	 in	his	 traditional	performances	 in	a	
variety	of	classical	kabuki	drama	and	dancing	such	as	Kanadehon chūshingura	
（The	 treasury	 of	 loyal	 retainers）	and	Shunkyō kagami jishi	（The	mirror	
lion）,	he	 tackled	enlarging	and	 fortifying	 the	potential	 of	kabuki	with	Noda	
Hideki	and	Kushida	Kazuyoshi.	 	Kushida	Kazuyoshi	 is	 the	director	who	had	
contributed	to	a	series	of	kabuki	shown	in	a	Western	style	of	theatre,	Theatre	


















	 The	 opening	 is	 a	 very	 impressive	 introduction	 to	 the	whole	 drama,	
presenting	 the	 final	part	of	 a	vendetta,	which	occurred	 in	1703,	where	 the	
group	of	 loyal	Asano	retainers	avenged	the	harassments	Kira	Kōzukenosuke	
conducted	 on	 their	 lord,	 Asano	 Takuminokami	 and	 its	 consequences.	
Takuminokami	was	bitterly	 insulted	by	Kōzukenosuke	 in	 the	 palace	 and	
he	could	not	help	drawing	his	sword.	 	As	a	result	of	 this	quarrel	caused	by	
Kira,	only	Asano	was	severely	punished	to	death,	harakiri,	a	ritual	suicide	for	
samurai.	 	 In	addition,	 the	Asano	 family	was	ruined,	 the	 land	owned	by	 the	
Asano	was	confiscated	and	the	retainers	lost	their	official	positions	with	income.	
Noda’s	version	was	written	set	in	the	very	beginning	of	the	eighteenth	century,	
starting	with	a	scene	a	 few	days	after	the	 incident.	 	The	silhouette	of	actors	




	 Noda	omitted	 the	original	 first	 act,	where	Togitatsu	makes	 fun	of	 the	
other	retainers	who	practise	Sadō	（tea	ceremony）	as	part	of	 their	 samurai	
culture.	 	He	is	not	familiar	with	such	samurai	culture	or	discipline	 like	sword	
practice,	because	he	originally	comes	 from	the	 townsmen	class	as	a	 sword	
grinder.	 	Audiences	 assume	 that	 the	 lord	Awazu	 took	him	 as	 one	 of	 his	
retainers	 for	 some	 reward.	 	This	 act	has	 an	 important	 role	 in	describing	
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Togitatsu’s	personality,	 especially	arrogance	among	coworkers	and	repeated	
flattery	 towards	 the	 lord,	his	wife	and	 the	chief	 retainer.	 	He	was	despised	
among	the	retainers	not	only	because	of	his	origin	and	career	as	craftsman	













sword	training	 in	 just	a	 few	days	even	though	 it	 is	supposed	to	be	a	 lifelong	




arouse	 laughter	and	 its	note	states	that	 it	should	be	played	after	the	original	
first	act,	even	though	the	original	first	act	scarcely	refers	 to	sword	practice	
as	a	 samurai’s	duty.	 	However,	 except	 for	 such	 travesties,	most	depictions	
concentrate	on	clarifying	Tatsuji’s	personality,	 just	 as	 the	original	 first	 act	
does.		Noda	rewrote	the	first	scene	as	a	series	of	events	and	conversation	that	
occurred	 in	 the	practice	hall	 in	Awazu	castle,	 combining	and	arranging	 the	




and	 irresponsible	as	a	 feudal	 lord	and	part	of	his	 retainers	who	 joined	 the	
revenge	might	 feel	empty	after	 the	vendetta.	 	Thus,	Noda	was	successful	 in	
describing	Tatsuji’s	personality	and	making	use	of	 travesties	 in	 the	one-act	






continue	 to	 survive	 selfishly	and	 to	witness	each	 retainer’s	 funeral	happily	
smiling’’	（Noda,	2008,	p.	30）.		Throughout	 the	scene,	contrastive	depiction	of	
Tatsuji’s	straightforward	desire	for	life	and	representative	aesthetics	of	samurai	
spirit,	dying	 for	honour	or	 loyalty	 is	explicit.	 	 Ichirōemon	says	a	samurai	will	
never	die	of	a	stroke,	a	heart	attack,	cancer	and	so	on.
	 Scene	2	depicts	Tatsuji’s	unintended	assassination	of	 the	chief	 retainer,	









hall	 in	Scene	1.	 	They	 force	 Ichirōemon’s	 sons	 to	avenge	his	 father’s	death.	
There	 is	another	 implausible	flow	shortly	after	Ichirōemon’s	death.	 	Although	
Tatsuji	did	not	intend	to	kill	Ichirōemon,	he	comes	to	believe	he	is	responsible	
for	his	death.	 	This	 is	unnatural	 reflecting	on	his	egoistic	and	opportunistic	
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characterization.	
	 Noda	deals	with	Tatsuji’s	 identity	 issue	 as	well	 in	 Scene	 2.	 	He	 asks	
his	previous	 fellow	craftsmen	 to	help	his	 ridiculously	complicated	device	 to	
work	properly	to	surprise	and	attack	Ichirōemon	in	the	beginning	of	Scene	2.	





to	 either	 side,	 samurai	 class	 or	 craftsmen	class,	 even	 if	 he	gains	 renewed	
appreciation	 for	craftsmen’s	honesty	and	 frankness.	 	 Ironically,	his	 identity	 is	
restored	in	Scene	5,	when	he	grinds	swords	for	the	Hirai	brothers	to	kill	him	
with.
	 In	 the	beginning	of	Scene	3,	 the	Hirai	brothers	appear	 to	express	 their	
delicate	feeling	about	the	revenge.		They	have	gradually	become	tired	in	their	
clueless	 trip	 looking	 for	Tatsuji,	 sometimes	with	aspiration,	other	 times	with	
anxiety.		The	elder	brother,	Kuichirō	says:	
I	come	to	realize	I	don’t	hate	the	enemy.	 	 I	 feel	sorry	for	our	 father	but	






	 Noda’s	Scene	3	 is	an	abridgement	of	one	of	 the	extra	one-act	comedies,	
Koi no Togitatsu,	which	was	 supposed	 to	be	 shown	after	 the	original	Act	
4	 in	Azumaya	 inn,	 as	Act	5.	 	Tatsuji	 is	 running	after	a	geisha	and	 seems	
40




a	fictitious	name	 for	 the	 inn’s	booking	that	way.	 	To	enhance	his	 fabrication,	
gidayū	storytelling	 is	 introduced	here,	which	 is	normally	used	 in	 traditional	
historical	kabuki	plays.		This	is	a	parody	in	which	Takemoto	Kiyotayū	tells	of	
an	avenger’s	adversity	on	the	main	stage,	just	beside	Tatsuji.		Instantly	Tatsuji	
becomes	very	popular	and	gets	sympathy	and	admiration	 in	the	 inn.	 	He	also	
refers	 to	 the	names	of	 the	Hirai	brothers	as	his	enemies	 in	his	 talk	 to	 the	
official.		Everybody	believes	Tatsuji	and	tries	to	help	him	to	catch	his	enemies,	




the	darkness.	 	The	other	people	 in	the	 inn	 join	the	confusion,	still	more	they	
believe	that	Tatsuji	must	defeat	the	Hirai	brothers	as	his	father’s	enemy.	






	 The	Hirai	brothers	drag	him	out	 the	hall	 to	 face	him	 for	 the	vendetta.	
The	 chief	 priest	 of	 the	 temple	 comes	 out	 to	 ask	 the	 brothers	 about	 the	
circumstances.	 	Tatsuji	repeats	evasive	talks	and	behaviours	 inefficiently	and	
the	brothers	all	the	more	get	 irritated	and	upset.	 	They	persistently	threaten	










and	 irresponsibility	when	they	put	themselves	 in	a	crowd.	 	Ryōkan,	 the	chief	
priest,	brings	a	bowl	and	a	grindstone	 for	Tatsuji	 to	sharpen	the	swords	he	
will	be	killed	by.	 	Ryōkan	also	 suggests	 the	brothers	 that	 they	should	help	




finishing	the	vendetta,	 they	start	to	accuse	them	as	cowards.	 	This	 is	Noda’s	
interpretation	 of	 the	 accusation.	 	 In	 the	 original	 kabuki,	 the	 accusation	 is	
intended	 for	Tatsuji,	as	normally	expected.	 	However,	 the	performance	DVD	
（Noda,	2001）	shows	that	 the	words	are	clearly	cast	on	 the	brothers	 leaving	
with	 their	 vendetta	 unfulfilled.	 	The	 crowd	 simply	 complains	 against	 the	
brothers	who	could	not	 show	them	what	 they	really	would	 like	 to	witness.	
Then	they	easily	leave	as	soon	as	they	happen	to	hear	about	another	possible	
vendetta	nearby.		Finally,	the	brothers	return	and	fulfill	their	vendetta	without	








	 Noda’s	 characterization	 of	Tatsuji	 is	 a	 kind	 of	 trickster	 like	Falstaff	
described	by	Shakespeare,	 an	active	braggart	 and	 lecher	as	 seen	 in	Scene	





	 In	 this	 very	modern	 kabuki	 drama,	 the	 issue	 of	 identity	 is	 strongly	
addressed	 through	 the	 contrastive	 depictions	 of	 samurai	 aesthetics	 and	
townsmen’s	 common	materialism.	 	Tatsuji	 has	 challenged	 the	class	border	
by	 leaving	such	cultural	differences	behind.	 	Though	he	boasts	of	his	worldly	
wisdom,	he	fails	to	please	his	colleagues	and	explicitly	arouses	their	antipathy.	
He	 is	 clearly	 depicted	 as	 arrogant	 and	 awkward	 in	 the	 practice	 hall	 in	
Scene	1.	 	He	has	also	 lost	 solidarity	with	his	previous	 fellow	craftsmen	and	
cannot	get	sympathy	from	them,	which	 is	easy	to	notice	 in	Scene	2.	 	He	has	
finally	come	to	realize	that	he	has	 failed	to	recognize	his	own	 identity	 in	the	
sword-grinding	sequence	 in	Scene	5.	 	This	 is	an	outstanding	depiction	as	a	
modern	interpretation	of	this	drama.
	 The	 issue	of	 crowd	mentality	Noda	often	 refers	 to	 is	 a	 contemporary	











	 Noda’s	kabuki	version	of	Togitatsu no utare is	 a	 contemporary	kabuki	
drama	connecting	our	current	issues	to	the	traditional	performing	arts.	










	 Act	1	 features	 the	retainers’	 station	 in	Awazu	castle	and	 it	 starts	with	
Tatsuji’s	 scorn	against	his	 colleagues	practising	Sadō	or	 tea	 ceremony.	He	
makes	fun	of	their	tea	drinking	posture	as	weird	like	“a	frog	having	mosquitos”	
（Kimura,	 1928,	p.	487）,	though	his	own	sitting	posture	 looks	 loose	and	ugly	
with	the	back	arched,	which	shows	his	origin.	He	boasts	of	his	 loyalty	and	he	
says	samurai	culture	such	as	Sadō	and	sword	practice	 is	useless	to	serve	the	




in	the	 future,	and	he	decides	to	suggest	 the	 lord	fire	or	demote	him.	 In	turn,	
Tatsuji	argues	he	has	ground	Ichirōemon’s	swords	 for	 free	and	has	regularly	















	 Thus,	Act	1,	Scene	2	 shows	how	 Ichirōemon’s	assassination	 is	 fulfilled	
by	Tatsuji.	As	Ichirōemon	 is	a	well-known	sword	practitioner,	Tatsuji	makes	
a	pitfall	 for	his	surprise	attack	 in	an	underhand	manner.	Shortly	after	killing	
Ichirōemon,	he	says,	 “I	 feel	 like	somehow	I	have	 instantly	become	 important”	
（Kimura,	 1928,	 p.	499）.	The	phrase	 also	 characterizes	Tatsuji	 as	 a	 villain.	
However,	he	 immediately	flies	away	on	an	escape	trip	finding	out	a	vendetta	
will	be	started	by	the	Hirai	brothers.
	 Act	2,	Scene	1	describes	a	challenging	 trip	 to	cross	a	 rope-bridge	 in	a	
basket	over	the	Kurikara	mountain	peaks.	 In	the	original	Togitatsu,	 the	Hirai	
brothers	 look	 for	Tatsuji	 separately.	Tatsuji	 and	Kuichirō	happen	 to	meet	
in	 the	middle	going	 in	opposite	directions	 from	each	other	 in	baskets.	When	
Kuichirō	 recognises	Tatsuji	halfway	asking	 for	a	 tobacco	 light,	Tatsuji	 cuts	
the	rope	 tying	Kuichirō’s	basket	onto	 the	rope-bridge	without	hesitating	an	
instant.	Tatsuji	laughs	triumphantly	seeing	Kuichirō	falling	into	the	valley.	The	
trip	on	a	rope-bridge	 including	Tatsuji’s	attack	on	Kuichirō	 is	a	 spectacular	
kabuki	scene.	Noda’s	kabuki	version	presents	such	a	trip	 in	a	symbolic	 form.	
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The	scenographer,	Horio	Yukio	did	not	design	baskets	 for	actors	 to	ride	 in.	
Two	long	strips	are	vertically	strained	over	the	main	stage	and	the	hanamichi	
and	actors	grab	onto	one	of	them	and	run,	which	stands	for	crossing	over	the	






	 Act	2,	Scene	2	 takes	place	 in	Azumaya	 inn.	Fortunately,	Kuichirō	 is	not	







fits.	Tatsuji	comes	out	of	 the	 inn	and	falls	 into	the	water	tank	 from	the	 inn’s	
roof	with	water	spilt,	also	a	kabuki	practice,	honmizu.	In	the	end	of	this	scene,	
after	a	soaked	Tatsuji	 returns	on	 the	roof,	Tatsuji	 on	 the	roof	and	Kuichirō	
beside	the	water	tank	are	featured	before	the	curtain	closes.
	 Act	3	 is	 set	 in	 the	vicinity	of	 the	Zentsūji	 temple	 in	Sanshū,	which	 is	

























unattractive	 for	 audiences	because	of	his	meticulous,	 cowardly,	 outspoken,	




	 In	 the	genre	of	 traditional	historical	kabuki	plays,	major	characters	 tend	
to	be	clearly	 categorised	 into	good	or	evil	 except	 characters	 transforming	
themselves	 in	order	 to	put	 forward	the	plot,	 such	as	modori,	a	conventional	
mode	of	kabuki	where	a	villain	 suddenly	 repents	 on	his	previous	deeds	 to	
help	good	characters.	Even	 though	 the	original	 five-act,	 seven-scene	drama	
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	 Although	 the	 issue	of	 identity	 is	not	addressed	heavily	 in	 this	 original	
kabuki	 abridgement,	 the	 audience	 can	 see	 that	 he	 finds	 a	 stone	good	 for	
sword-grinding	when	he	digs	 a	pitfall	 for	 Ichirōemon,	 and	 that	he	attacks	
Ichirōemon	by	the	stone	before	chopping	with	his	sword.	
4.  Conclusion
	 The	original	kabuki	Togitatsu no utare	 is	basically	one	of	 the	 few	kabuki	
comedies	 and	 the	 popularity	 of	 its	 original	 kabuki	 caused	 extra	 one-act	
comic	plays	 to	be	written	and	performed	 in	a	 few	years	 later	 than	 its	 first	
production	 in	 1925.	However,	 the	 original	 drama	 includes	 a	 controversial	



















man	 ignoring	 insults	against	him	and	he	 is	unlikely	 to	assassinate	 the	chief	
retainer.	This	shows	the	 inconsistent	nature	 inherent	 in	 this	original	kabuki	




to	 transform	Tatsuji’s	 revenge,	 originally	an	assassination	 into	a	grotesque	
mischief.





drama,	Katakiuchi Takasago no matsu,	 first	performed	 in	1827.	 	 It	 consists	
of	an	 internal	squabble	 in	a	 feudal	 lord’s	 family	and	a	vendetta.	 	The	original	
incident	of	adultery	was	completely	deleted	and	Tatsuji	was	recreated	as	a	
samurai	upstarting	 from	a	 townsman	and	 joining	with	a	villain	party.	 	Such	
a	 transformation	must	have	been	caused	because	an	 internal	squabble	and	a	
vendetta	is	likely	to	be	connected	for	a	kabuki	story.		Deguchi	（2017）	not	only	
continues	 to	discuss	a	great	variety	of	Togitatsu adaptations	 including	 the	
Noda	version	and	even	outside	the	genre	of	kabuki,	but	also	refers	to	literary	
works	on	a	vendetta	 looking	 into	 its	hypocrisy	and	desire.	 	 In	addition,	 the	
book	provides	enlightening,	informative	and	stimulating	materials	in	discussing	
Togitatsu	 and	 it	would	greatly	 contribute	 to	 analysing	 characterization	 in	
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kabuki	in	general.
	 The	purpose	 of	 this	 paper	 is	 to	 discuss	 our	 contemporary Togitatsu,	
especially	Noda’s	kabuki	version	and	a	current	performance	of	the	older	kabuki	
version,	which	happens	to	be	Ainosuke’s	because	of	availability.	 	The	author	
misses	 and	 is	very	 curious	 to	know	more	about,	Kōshirō	X’s	Togitatsu	 in	
November	2019,	which	 is	 the	 latest	Togitatsu	performance	 in	 the	meantime.	
However,	 the	 dual	 nature	 of	 the	 original	 kabuki	 drama	must	 still	 be	 a	
problematic	issue	to	tackle	for	any	performance.
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